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and evaluations.
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IMPLEMENTING THE PROGRAM

PROGRAM RATIONALE AND PHILOSORHY
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General Musie Program Description

’ Senior high school General Music 10-20-30 is a sequence of courses for
students who are interested in a broad spectrum of musical experiences
within a nonperformance-based environment but not interested in

specializing in choral or instrumental performance. General Music 10, 20

and 30 are offered for 3 or 5 credits,

Required and Elective Components

Each general music course includes required and elective components:

e  The required component in each of the three levels of General Music
10~20-30 includes two modules:

— Theory: Elements and Structures
- Music Making.

e The elective component in each course consists of one level of one
module, if the student is taking a 3-credit course; and one level of each
of three modules, if the student is taking a 5-credit course. These
modules may be selected on the basis of student and teacher interest.

. For example, General Music 10, for 5 credits, consists of Theory:

Elements and Structures, Level 1; Music Making, Level 1; and three other

Level 1 or single-level modules.

Each module contains the knowledge, skills and attitudes that most

students can achieve in 25 hours of instruction.

Some modules are developed in a three-level seguence. In these cases,

the preceding level is prerequisite to the succeeding one.

; The program modules are:
Required Components
; e Theory: Elements and Structures
j Levels 1,2, 3
o Music Making
Levels 1, 2, 3.
Elective Components
o Composition
Levels 1,2, 3
o  Mistory of Western Music
Levels 1,2, 3
o Music and Technology
O Levels 1,2, 3
General Music 10~20~-30 Guide to Implementation Implementing the Program / 7
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; , o "World Music
| Levels 1,2, 3
o Careers in Music

Jazz Appreciation
o  Popular Music.

Module sequencing for General Music 10-20-30 is not prescribed.

Modules may be taught in a linear manner in any order, concurrently,
: integrated, or in any fashion that the teacher feels appropriate. Emphasis
should be placed on the completion of the linear expectations for each
module, with a focus on the fundamental nature of the two required
modules; Theory: Elements and Structures; and Music Making.

The following are some possible module scheduling sequences:

1. Complete each module in linear sequence, starting with required and
proceeding through elective componenis; i.e.,

| Theory-—@l Music Making—.@l Elective 1_¢>{ Elecﬁvez_a,l Elective 3 ]

2. .Complete each elective module in linear sequence, and incorporate
the required modules concurrently throughout each course; i.e.,

Theory: Elements and Structures

A4 v A4
- Elective 1—» Elective 2—» Elective 3

) : 'y &

Music Making

3. Ofier all modules in an integrated, simultaneous package, completing
the expectations for one module as they correspond to the
expectations of another; i.e.,

Theory: Elements and Structures

Music Making

; Elective 1
Elective 2
Elective 3 -

4. Offer all elective modules in an individualized approach. Each student '

chooses modules that correspond to his or her interest and
! background. Depending on the activity, required modules could also
| be offered as independent study. :

Although the choice of strategies depends on teacher expertise,
student interest, resource availability and facilities; strategy 2 and
strategy 3 will provide the student with the greatest opportunity to
transfer and apply knowledge and skills among modules as they are

P o ,  learned. ‘ B _ _ e
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RATIONALE

- PHILOSOPHY

Within each module the order of the Specific Leamer Expectations is not
meant to be prescriptive. It is expected that by the time the student
completes the module all the knowledge, skills and attitudes will have been
achieved.

The fine aris embrace art, drama and music without obscuring their
uniqueness. Each has a body of content, parily derived from tradition and
parily developed from the insights and interests of those involved. Each
has its own mode of expression and makes its own contribution to society,
necessitating the inclusion of the aris as separate subject areas in the
school program.

There are fundamental principles that apply to all three. Specifically, the
student is involved as a performer, a listener, a critic, a consumer, a
historian, a creator and a composer. Through the grades, an articulated
fine arts program should enhance the depth and breadth of expression and
intuitive response. The maturing student learns fo appreciate, to
understand, to create and to criticize with discrimination the products of the
mind, the voice, the hand and the body.

The systematic development of musical skills, knowledge and perception
contributes to the total development of the individual. Music is accessible
to all, and as students become sensitive to its expressive elements, they
may develop insight into human feelings. Music education should begin at
an early age, be continuous and encourage creative expression through
performance, listening and composition.

The sense of meaning in music can be developed by the student as:
Perfermer

Performance is an active process involving the development and
application of musical skills, knowledge and perceptions. In the General
Music 10-20-30 Program of Studies, “performance” is integrated through
the required Music Making modules.

Listener, Critic, Consumer, Historian

These experiences develop an understanding of music and musicians of
the past and present.

Composer

The organization of the elements of music into an intrinsically satisfying
composition generates aesthetic creativity and perception.

General Music 10-20-30 Guide to Implementation
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' GENERAL LEARNER  The General Music 10-20-30 program is designed to help students ~~
develop competencies and strive for excellence in the following categories. Q

EXPECTATIONS

- PERFORMING/LISTENING

' CREATING

RESEARCHING

. VALUING

' ATTITUDES

-]

develop understanding of the elements and structures of music as they
apply to music making and listening

develop the ability to make intellectual and aesthetic judgments based

on critical listening and analysis.

develop additional avenues of self-expression through interpretation,
improvisation, arranging and composing.

develop a knowledge of music history and literature and their
relationship to world history

develop awareness of the applications of music in our society with
respect to music careers, and avocational and leisure uses

develop an understanding of the music of world cultures.
grow in the appreciation, understanding and enjoyment of music as a
source of personal fulfillment

develop an appreciation of human values as they are recorded in great
musical works

continue developing an appreciation of the creative process in music

develop an appreciation of the value and uniqueness of music in all its
variety.

Positive attitudes are fostered by success in singing, playing, reading,
creating, valuing and listening to music. Throughout General Music
10-20-30, students will be encouraged to:

@

value the uniqueness of music as a communication skill

appreciate fine arts as a form of personal enrichment, entertainment
and self-expression

appreciate human values in great music as they are recorded in
literature

develop positive, realistic self-images through an understanding and
acceptance of themselves, with their strengths and their limitations

develop an appreciation of the social value of group music making

continue developing their creative abilities, and use them in a

. constructive manner to contribute to society and personal satisfaction

4/ Implementing the Program
(2000)
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; - . o appreciate creativity as exhibited in all areas of human endeavour
Q : o appreciate the role music can play as a life-enriching leisure activity
o value the necessity of learning throughout life
o develop a sense of purpose in life, and joy in living

o appreciate the contributions music has made in our cultural heritage
and civilization

o appreciate the role that music plays in serving human needs

o appreciate the expressive qualities of music so as to improve the
chances of having an increasingly dynamic aesthetic experience.

RN

O
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THEORY:
ELEMENTS AND
STRUCTURES—
LEVELS 1,2,3

MUSIC MAKING—
LEVELS 1, 2,3

COMPOSITION—
LEVELS 1, 2,3

HISTORY OF
WESTERN MUSIC—
LEVELS 1, 2,3

MUSIC AND
TECHNOLOGY—
LEVELS 1, 2,3

OVERVIEW OF MODULES

The elements and structures of music have an impact on every area of musical
understanding, appreciation, composition and performance. The theoretical
foundations of music supplement the study of music history and facilitate
performance practice. Through an understanding of the elements and
structures of music, students develop listening skills and thereby increase their
appreciation of music.

The Elements and Structures modules deal with Focused Listening, Theory
and Notation, and Ear Training. Focused Listening concentrates on the
elements of music and how the elements are dealt with by musicians. Theory
and Notation looks at the underlying organization of music in a theoretical as
well as a notated form. Ear Training consists of specific exercises designed to
build up an increased aural awareness of what musical sounds are being
heard.

Music is a complex art form comprising various knowledge, skills and attitudes.
The satisfying experience of making music contributes significantly to human
life. Making music helps us understand and appreciate it. In this module, the
term “perform” refers simply to making music: it does not necessarily mean
performing for an audience. Students are encouraged to evaluate their own
skills in making music, as well as the music making skills of others.

Students or teachers may choose to study the same instrument for all levels of
Music Making or they may choose a different instrument for each level. |f
students choose three different instruments, they should fulfill the skill
requirements for Level 1 on each instrument.

Composition is one of the three foundations of music; the other two are
performing and listening. In the Composition modules, students learn to
document musical ideas and develop them into more complex artistic
structures. All students are creative and have a need for personal expression.
Therefore, all students can learn o compose music. The emphasis in these
modules is on the basic skills of aural discrimination, ear training, and the role
of musical structure and formal organization in a composition.

Understanding the historical evolution of music in the Western World helps
students to see how inspiration for new ideas comes from music that has
already been created. These modules focus on the relationship between
music history and Western history.

Students research the lives of composers and the interrelationships throughout
history among an, literature, science and socio-political ideas. They also
develop listening skills while hearing the music of various time periods.

The development of electronic technology over the last 20 years has had a
great effect on the music world. In the Music and Technology modules;
computers, synthesizers and other electronic equipment/hardware, are
recognized as new and effective instruments in the development of a

General Music 10-20-30 Guide to Implementation
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WORLD MUSIC—
LEVELS 1,2,3

CAREERS IN
MUSIC

JAZZ
APPRECIATION

comprehensive understanding of music, from the science of sound, to its
organization into musical compositions.

The Music and Technology modules explore the use of electronic technology
and its application to the fundamentals of music. The topics covered are:
Science of Sound, Synthesis, MIDI, Sound Reinforcement, Sequencing,
Multitrack Recording, Related Computer Programs, Synchronization, Sampling,
and Signal Processing.

The study of World Music helps students understand the elements and
structures that are common to all music. These modules explore a wide range
of ethnic music and focus on how the music of one culture affects another.

In Level 1, students explore the music of five or more cultures:

East Asian
European

Latin American
Middle Eastern
Native Canadian
North American
South Asian
Sub-Saharan African

In Level 2, students will focus on African-American music while continuing to
study the music of any three chosen cultures. (See the program of studies for
a suggested list.)

In Level 3, students will study, in depth, the ethnic music of one chosen culture.
Independent research projects often work well for this topic.

Teachers may wish to encourage students to explore the music of Canada’s
founding peoples or of cultures represented in the community or the class.

Music is a basic commodity in our society; it will always be in demand.

In this module, students learn about the many possibilities for careers in the
field of music. They also explore music as a life-enriching leisure activity, as
well as post-secondary training necessary to succeed in music-related
professions.

Students should develop a general understanding of all career classifications,
but more time can be spent on particular areas that interest students the most.

Through a systematic study of the history of jazz, the student becomes aware
of how the North American experience gave birth to a new and distinct musical
art form. Through a study of jazz improvisation, the student develops
additional self-expression and musical performance skills.

This module explores the various styles of jazz throughout its history, with an
emphasis on researching, performing and creating jazz music.

i6
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POPULAR MUSIC Popular music is often an indicator of people’s attitudes and of established
social mores. Learning about the historical, cultural and social perspectives of
popular music, and its musical values, gives students a greater insight into the
role of music in society, a critical understanding of all kinds of music and a
critical appreciation of the music he or she chooses as a consumer.

This module traces the development of popular music from its European and
African roots to the present day. The module may include music that students
are listening to today, music from any style or category regardless of its age,
and/or music that has developed concurrently with electronic technology and
media (radio and television).

& 17
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STUDENT
BEHAVIOUR

USE OF SPACE,
RESOURCES
AND TIME

PLANNING AND MANAGING THE MUSIC CLASS

The teacher of General Music 10-20-30 should develop a plan that includes
clearly communicated expectations with regard to student behaviour. For
example:

the student arrives on time for class

o the student supports and encourages other students in their activities and
efforts

o the student brings to class all required resources and materials.

The teacher who is successful in motivating students to learn, and who does
not have to be overly concerned about discipline, has these attributes:

a love of music

a love of young people

a strong belief in what is being learned

regard and respect for students (“l care about you.”)

a sensitivity to students’ interests and response to learming
honesty

fairness

the courage to be an adult friend.

© 0 © © 0 0 0 ©

A positive mental attitude on the part of the teacher can bring results. A
teacher should assume that students want to learn and participate, and have
high expectations of what they can do. During class or rehearsal, let students
know you expect them to be responsive, caring and working.

Another important part of the plan is structuring classroom activities that will
maximize use of the available space, resources and time.

Computers and computer programs can be of great help in keeping a record of
student progress and for cataloguing and controlling resources, equipment and
instruments.

The music teacher’s duties normally include:

upkeep of musical instruments

organizing facilities and equipment

ordering supplies, such as reeds, mouthpieces, valve oil, neck straps,
patch cords

maintaining storage and security arrangements

maintaining student records.

18

70/ Implementing the Program

(2000)

General Music 10-20-30 Guide to Implementation
©Alberta Leaming, Alberta, Canada




Some specific requirements for facilities for music instruction: *

provisions to prevent sounds from carrying to other areas of the school

no excessive noise from ventilation, lights and other mechanical devices

provisions to maximize sound quality (acoustics)

carpeting to help absorb sound

adequate instrument and equipment storage areas that can be easily

locked and secured, are separate from the main room, and of sufficient

size to meet maximum projected enroliments

o separate and sound-proofed office space, with a telephone line for
administrative use

o a minimum of three sound-proofed practice rooms, easily accessible from

the main rehearsal rooms, and varying in size to accommodate a soloist

and/or up to eight performers.

0O 0 0 0 o

GUIDELINES FOR Excessive sound levels may be a problem in the music classroom. An
SAFE SOUND essential aspect of noise control design is the establishment of acceptable
LEVELS noise levels for the space being used.

The decibel, dB, is a logarithmic function and is a ratio of a measured pressure
to a reference pressure. In acoustics, the reference pressure is 20
micropascals. This represents the faintest sound that a normal young ear can
detect. The A network has a frequency discrimination similar to that of the
human ear. A given sound measured on an A-weighted network of a sound
level meter is given in dBA. Noise levels that do not exceed 85 dBA during an
8-hour day may be considered annoying. Although this type of noise may
disturb normal work habits, it is not likely to cause hearing impairment. The
‘ controls needed to reduce “annoyance” are considered in these guidelines.

The hearing damage potential of noise depends not only on its intensity but
also its duration and the frequency at which it occurs. In general, high
frequency sound is more damaging to the hearing mechanism than low
frequency sound. Constant exposure to high intensity noise levels (greater than
85 dBA) may lead to noise-induced hearing impairment.

Occupational Exposure Limits for Noise refers to the standards for sound
levels and durations of exposure that are allowed under the Occupational
Health and Safety Act. Noise Regulation.

* The physical dimensions of the room are important; i.e., the ceiling of a music room should not be less
than 5.5 metres (18 ft.). Alberta Workers’ Health, Safety and Compensation, Design Criteria for the
Control of Health Hazards in S¢hools, 1983, p. 17.
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OCCUPATIONAL EXPOSURE LIMITS FOR NOISE

Sound Levels Maximum Permitted Duration @
(dBA) (hours per day)
80 16
85 8
90 4
95 2
100 1
105 1/2
110 1/4
115 max. 1/8
TIME/MMODULES General Music 10-20-30 is offered for 3 or 5 credits each. Two modules are

compulsory at each level: Theory: Elements and Structure and Music Making.
If General Music 10-20-30 is offered for 5 credits, two modules are required
and three elective modules must be selected. Each of the modules thus
represents the knowledge, skills and attitudes that students are expected to
achieve in 125 hours of instruction, with flexibility for extension and
concentration to meet student needs and interests. Each module should be
allotted approximately the same amount of time. If General Music 10-20-30 is
offered for 3 credits each, two modules are required along with one elective
module. Each of the modules thus represents the knowledge, skills and
attitudes that students are expected to achieve in 75 hours of instruction, with
flexibility for extension and concentration to meet student needs and interests.
Each module should be allotted approximately the same amount of time.

The teacher should plan a module timetable that accommodates both the
present level of student understanding and the teacher's experience and
expertise. Three scheduling strategies that should be explored are the class
approach, the individualized approach, and a combination of both approaches.

TOTAL COURSE Using a calendar or sheet indicating dates and days, draft a plan to indicate

PLAN which modules will be covered, in which order and on which days. Block off
school days that will be lost to statutory holidays or other predetermined events
in your school. This allows for equitable distribution of the time available and
will lead into the specific planning for each module, which involves establishing
dates for field trips, guest speakers, library research, AV ordering and viewing,
equipment ordering and unit quizzes.

MODULE PLAN A specific plan for an individual module can be drawn up in a variety of ways.
One possible format is the Preliminary Module Plan form shown on the
following page. This format is useful as a period by period survey, facilitating
planning and organizing for the full class or individual students.

20
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PRELIMINARY MODULE PLAN

Module: Total Time: hours periods
Required Resources
Evaluation (references,
Period General Activity Description Technique Student Work handouts, materials)
General Music 10~20-30 Guide to Implementation Implementing the Program / 13
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TEACHING STRATEGIES

SUPPORTIVE TEACHER PRACTICES

Teaching music holistically involves integrating the imagination, feeling and
inventiveness of a creative approach with the analyzing and evaluating of a
critical approach. Alfred North Whitehead aptly directs us:

“After you understand about the sun and the stars and the rotation
of the earth, you may still miss the radiance of the sunset.”

Teaching also involves decision making, mediating, modelling and drawing
upon a rich knowledge base of subject areas. It involves planning
organizational patterns, applying teachingflearning strategies, and
matching instructional processes. Teaching is a complex thinking process
in itself, one of constantly assessing, redesigning and refining directions.

Teaching sirategies are patterns of instructional activities that when
employed over time can achieve desired student thinking and learning
expectations.  The strategies group themselves into four distinct
categories.™ Generic strategies like questioning, responding and
modelling are common to all four categories. These categories are:

o Directive Strategies. Teacher goals are directly presented and
students are required to reproduce the methods and the means of
‘ processing information. The teacher evaluates effectiveness.

o Mediative Strategies. Teacher sets the goals while students
determine methods and means of achieving them. The teacher
guides, while the students evaluate effectiveness.

o Generative Strategies. Goals are set by teacher and student, with
student deciding the means and method of processing information.
The student evaluates effectiveness.

o Collaborative Strategies. Goals are set by the teacher and the
group. The methods and means are determined by the group. The
group evaluates effectiveness.

* A. Costa. Developing Minds: A Resource Book for Teaching Thinking. Alexandria, VA: Association for

0 Supervision and Curriculum Development, 1985.
General Music 10-20-30 Guide to Implementation Teaching Strategies / 75
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QUESTIONING PRACTICES

“Children never give a wrong answer . . . they merely answer a
different question. It is our job to find out what one they answer
correctly and honour what they know.”

Bob Sample

Many years ago Socrates demonstrated the power of questioning to
stimulate more questioning. Educators today realize that questioning
techniques influence the nature of student responses. Questions set the
limits within which students can operate and the expectations for the
degree and quality of information processing. Research reveals teacher
questioning behaviours not only shape the level of student thinking, but
also student achievement. Further investigations report that a majority of
questions used in classrooms today require only factual responses and
that students are not involved in thought-provoking discussion.

Information processing appears to follow the three phases described in the
chart below. This process provides direction for planning questioning
strategies.

Receiving Phase Processing Phase Applying Phase
o |nformation o Manipulating o Producing
gathering information information
o Recall of o Comparing, o Evaluating and
previous interpreting and generalizing
knowledge analyzing new knowledge
o Awareness of information o Integrating
sensory e Comprehending concepts into
attributes and synthesizing new systems of
ideas and their relationships
relationships

If information taken in is constantly interpreted in terms of what is already
known, little thinking occurs. As teachers pose discrepancies and
problems, processing moves beyond the receiving phase to identifying
meaningful relationships and then fransferring new realizations into
actions.

Benjamin Bloom and others have built a premise that levels of thinking are
cumulative and build upon one another. The levels of thinking can cue the
teacher to sequence questions throughout the information processing
phases. Bloom’s categories are described with sample questions:

<3
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KNOWLEDGE: Identification of Information.

Describe List

Who, What, Where, When

Recall everything you associate with

COMPREHENSION: Organization and selection of ideas.

Explain in your own words.
Summarize the main idea of

Define

APPLICATION: Use of facts, ideas and principles.

Demonstrate the use of

Interview about

How is an example of

How is related to ?

ANALYSIS: Breaking information into component parts.

Examine

for similarities and differences.

Classify

Differentiate

according to
from

Outline/Diagram/Web

What assumptions are necessary for

to be true?

What distinguishes

from ?

SYNTHESIS: Restructuring information to create new ideas and concepts.

Create/design

Use the technique of

to

What would happen if you combined

Devise a solution for

Develop a plan to

Develop a theory to account for

and

If is true then

Modify

might be true.

to

Extend ideas on

to

EVALUATION: Formulating judgements, opinions or decisions based on criteria or standards.

How do you feel about

The

Do you agree with

as opposed to ?
is right because
evidence supports

Prioritize according to

What criteria would you use to assess

| recommend because

What is the most important

Is

Justify

consistent with ?

General Music 10-20-30 Guide to Implementation
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TEACHING FOR TRANSFER

“Transfer” is moving beyond the lesson. It is carrying knowledge or a skill
to a new context. Driving a car does not ensure one can drive a boat, a
semi-trailer or a motorbike. There are many basic concepts from the
original driving experience that would assist the task, but there are also
gaps to bridge before the skill of driving becomes automatic in the next
context.

Transfer, much as it is an educational expectation, does not occur easily.
Knowledge and skill are specialized and are not always easily transferred.
Transfer appears to occur when surrounding attributes are similar and
there is a perceptual similarity between the original concept and the new
concept. It also can occur when the student abstracts a general rule or
principle with the intent of using it elsewhere.

For example, to ensure the transfer of evaluating, a teacher might structure
a situation very close to the original concept. In one instance, the likes and
dislikes of a situation are discussed, and in the second, the for and against
are discussed. On the other hand, if a broader transfer is desired, the
teacher can guide the leamer to abstract the rules of evaluating and think
about how that can be done when looking at a current political decision and
determining its pros and cons. By redirecting the attributes of evaluating,
students can begin to see new connections and the benefits of a system of
evaluating all ideas. The attributes of a skill need to be linked to the new
context.

Analogies are useful strategies for redirecting skill knowledge outside of
the present context. Thinking skills, with some of their generic attributes,
have the advantage of being able to cut across discipline boundaries. By
guiding students and providing practice opportunities, pattems of good
thinking can become more widespread.

<5
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EVALUATION

The purpose of evaluation is to make the learning process more
meaningful. Evaluation can be both informal and formal. It is most
effective when it is well planned and fulfills a definite purpose. Continuity in
the teaching-learning process is maintained when there is a close
relationship between evaluation and the objectives of the curriculum.

Guidelines for evaluation in General Music 10-20-30.

o Develop a long-range plan for student evaluation and explain the plan to
students, parents and administrators early in the term.

o Assess students’ attitudes toward music before and after each course
(attitude inventory).

o Assess attitudes after or during each module and use the resulting
information to improve teaching strategies.

o Evaluate the thinking processes of students, as well as their
conclusions, answers or products.

e Do an early assessment, informal or formal, to determine the level of
student concept and skill development in relation to each module.

o Use carefully constructed quizzes, tests or unit examinations that are
‘ designed to evaluate concept and skill development in the context of
the expectations of the module.
e Develop clear, concise evaluation criteria and communicate them to
students.

e Apply a wide variety of evaluation techniques, including student self-
assessment.

o ldeally, do some type of evaluation during every class period.

e Use evaluation techniques that are quickly and easily applied while the
students are involved in skill-developing activities.

o Evaluate regularly and systematically to provide information that both
students and teachers can use to choose appropriate leaming
strategies.

o Consider replacing a comprehensive final course examination with a
broader range and number of evaluations applied within each module
and final module tests.

o Explore various combinations of open and closed notebook
examinations.

o Determine progress in ear training, music making and cognitive
. understanding in a series of practical and written tests.

General Music 10-20-30 Guide to Implementation Evaluation / 79
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o Consider contributions made by the students in class, both as members
of the class and as individuals. 9

o Record initiative shown in a student’s individual work outside of school
time.

o Assess growth in attitude, leadership and personal evaluation.

Q7
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FORMATIVE AND SUMMATIVE EVALUATION

Student evaluation refers to any informal or formal recorded assessment of
progress toward the attainment of the learner expectations. Assessments
can be formative, summative or a combination of the two. Evaluation data
can assist in making decisions about teaching methods, content of
instruction, classroom management and grading.

FORMATIVE Formative evaluation is the ongoing determination of the student’s

EVALUATION attitudes, skills or level of understanding. These determinations are
diagnostic and in no way affect the student's course mark. Instead, they
become part of an individual student record, designed to provide
information useful to teacher and student in planning more effective
strategies for learning. The teacher may find these assessments useful as
background for appropriate comments on the student’s report card.

SUMMATIVE Summative evaluation is the determination of a mark for student
EVALUATION performance which is to become an integral part of the student’s final
grade in a particular course. These marks are basic measures of
achievement for an individual student in relation to learner expectations.
They determine the granting or withholding of credit and/or promotion. Unit
tests and final examinations are obvious forms of summative evaluation.
However, any activity that is marked and becomes a component of the final

mark is summative.

. When a combination of formative and summative evaluation occurs, an
evaluation of student performance is used for two purposes. As an
example, consider a final test for a module in general music. The mark the
student receives becomes part of the student’s final mark and is therefore
summative for the student. For the teacher, however, the evaluation may
be formative because he or she uses it to determine such things as the
effectiveness of the course of studies, the success of teaching with a new
curricular emphasis or basic resource, or whether a class or particular
student needs remediation, enrichment or extension activity for that
module. To be truly formative for the student, a test should have the option
of a rewrite after critical review and time allowed to master concepts or
skills that were handled poorly.
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TYPES OF PLANS

LONG-RANGE Long-range plans should indicate clearly how students are to be evaluated

EVALUATION PLANS for report card and final mark purposes. The long-range plan should
include a general statement about weightings of the various components
and an explanation of the components.

Evaluation Weightings Example No. 1
Theory: Elements and Structures—Level 1 20%
Music Making—Level 1 20%
Option 1 20%
Option 2 20%
Option 3 20%
Example No. 2
Theory: Elements and Structures—Level 1 35%
Music Making—Level 1 35%
Option 1 10%
Option 2 10%
Option 3 10%

An outline of the formative types of evaluation to be used throughout the

course should also be drawn up and appropriate instruments developed or
obtained. Such plans should be communicated to the students and .
parents along with the summative evaluation information. (See sample

letter to students and parents on the following page.)

MODULE PLANS A detailed description of the mark breakdown for each module should be
communicated clearly to students before beginning work on a module.

SPECIFIC ACTIVITY When a specific student activity is to be evaluated, guidelines for that

PLANS evaluation should be established and communicated to the student. This
gives the student a clear message as to what is expected and how it will be
marked. Sample evaluations for each module are provided in this
document.

<9
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SAMPLE LETTER TO STUDENTS AND PARENTS
Dear Student and Parents/Guardians:

Welcome to General Music 10. I'm pleased to provide information about how students will be evaluated in
this course.

Seventy per cent of the mark for the course will be for the two required components: “Theory: Elements
and Structures” and “Music Making”. The remaining 30 per cent will be for the three optional modules.
Marks will be awarded for developing the required knowledge, skills and attitudes, as well as for
participation, satisfactory completion of daily assignments, and the development of critical judgement skills
related to music.

Student responsibilities include:

o regular and prompt attendance at all classes

o developing and maintaining a portfolio of completed work, including tapes of personal music making,
“listening banks” of musical experiences, checklists of completed expectations, written assignments,
and teacher and self-evaluation materials.

There will be no final examination for this course. A final mark out of 100 will be based primarily on all the
work in the student’s portfolio. In addition to the final evaluation of the portfolio, monthly assessments will
be made to provide ongoing diagnostic information for myself and for the student. No mark will be
awarded for such assessments, but the resulting information will be used to plan learning activities
appropriate to individual studenis and the class as a whole.

| expect students, and/or parent/guardian, to explain absences and that students will arrange to make up
any work missed.

| want to encourage student excellence. Therefore, each student should speak to me about any
assignment or assessment activity in which they would like to make improvements. Please keep in mind
that in some cases established deadlines may make continual repetition difficult or impossible.

When you have read this course information, please sign and date this page and return it to me. If you
have questions or concerns about the General Music 10 course, please telephone me,

, at
(name) (number)
Student Signature Date
Parent/Guardian Signature Date
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OBSERVING AND
QUESTIONING

OBSERVATION
TECHNIQUES

QUESTIONING

RECORDING
TECHNIQUES

APPROACHES TO LEARNER APPRAISAL

Observing and questioning students while they are engaged in music making
activities can provide useful information about their knowledge, skills and
attitudes development. Observation and questioning can be done informally as
the teacher moves about the room, or formally through structured individual
interviews.

While students work in small groups or independently, the teacher can move
among them and observe how they work together or alone on a musical
activity.  Observations should be focused and limited to aspects of
performance and attitude that cannot be evaluated efficiently using other
techniques. The teacher should plan in advance which individuals or groups of
students are to be evaluated and what leamer expectations are to be focused
upon. At the same time, flexibility is important too. If the teacher notices
significant behaviours, these should be recorded, as well as information related
to items in the original plan.

To evaluate students’ musical skills and attitudes teachers can ask questions.
For example, when students are working in pairs to create an eight measure
melody, the questions might be:

Can you hear a melody in your head? Can you hum the melody?
What are the qualities of a good melody?

How would you like to begin? To end?

In what key would you like to write the melody?

What is the time signature?

Does the written melody duplicate your musical ideas?

oukrwN =~

Teachers should record, briefly and objectively, the results of their questioning
and observing as soon as possible after observation. Suggested methods for
recording include a comment card, a checklist or a rating scale. For example:

COMMENT CARD
Student: Jane Clarke Date: June 1

Comments: Understands the assignment clearly. Has good musical ideas.
Further instruction is being provided and progress is evident.

31
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USE OF SELE- Students’ self-assessment data can be useful to themselves and to the
ASSESSMENT teacher, if they candidly report their feelings, beliefs, intentions and thinking
‘ DATA EROM patterns. Self-assessment is particularly useful for evaluating the skill and
attitude components of the program.
STUDENTS

STUDENT Students’ written or oral reports on their musical experiences (how they worked

REPORTS through particular assignments) can be informative. The teacher should
decide which knowledge and skills students are to report on and formulate
questions that stimulate their memories.

INVENTORIES An inventory is a list of items the student selectively chooses to give an
organized, self-appraisal of performance or attitudes. Inventories have the
advantage of allowing students input into the evaluation process while requiring
very little of the teacher's time for collection of data, once an efficient
instrument is developed. The accuracy depends on the quality of insight the
student has into his or her own performance or attitude. Such inventories can
be misinterpreted or the student may not be candid. It is easy to assume
unwarranted reliability. Thus, inventories should be used only in conjunction
with other evaluation techniques, such as teacher observation and tests.

An example of a simple inventory.

GENERAL MUSIC PERSONAL PERFORMANCE INVENTORY
Instructions: Check if “yes”; leave blank if “no”; write “n/a”, if not applicable.

. 1. Arrived on time with required supplies.

2. Copied any required notes and filed handouts in
appropriate section of notebook.

3. Listened attentively to instructions for the daily activity,
asking for clarification, if not understood.

4. Became involved in class discussion by actively
participating and/or following the discussion closely.

5. Started work on the activity promptly and stayed with it
until completed.

6. Worked cooperatively with other group member(s) and
contributed my share of effort in completing the activity.

Completed all assigned questions in class.

When finished the assigned activity an enrichment
activity was chosen and worked on for remaining time.

General Music 10-20-30 Guide to Implementation Evaluation / 25
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STUDENT Portfolios can encourage students to keep trying their best, even if they have

PORTEOLIOS received a low mark or two during the course. Students keep all marked Q
assignments, tests, quizzes or projects and choose which ones they want
assessed for their final evaluation.

For example:

6 of 8 assignments
3 of 4 major module projects
3 of 4 module quizzes

4 of 5 module tests

The teacher may wish to ask students to explain why they chose specific items,
stating the reasons in order of importance.

One-on-one discussions with students about their portfolios can also provide
valuable insights for the teacher.

33
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MUSIC CRITICISM AND SELF-EVALUATION

At an early age we begin to express our feelings through preferential
judgement; i.e., “l like it.” or “I don't like it.” For some of us, the total depth of
our response to most things in our environment remains at this level. It is not
surprising, therefore, that a student’s response to music is usually limited to
preferential judgement.

Whether a piece of music is performed by the student or by a professional
musician, students can expand their depth of response by making a critical
judgement of the work and the performance. To develop skills in the criticism
and evaluation of music, students need to be encouraged to hear and think
about music in a different way.

Educators who are struggling to teach music criticism may find it helpful to
follow the systematic approach that Edmund B. Feldman® recommends for
teaching visual criticism. This approach would be useful for analyzing a
musical composition by a student, a student performance, a recording or a live
concert. One advantage of Feldman’s approach is that the judgement based
on personal preference is delayed until the student has processed as much
aural information as possible. It allows studenis to ask questions about what
they hear in an order that enhances musical understanding.

The four stages of Feldman’s approach, adapted to apply to music, are:

o description

o analysis
. e interpretation

o judgement.

In the description stage, students describe the music they hear. There is no
attempt to value what is heard. Elements of music are identified and described
in as much detail as possible: instrumentation, meter, tempo, words, formal
structure, texture, etc. In this stage, the student answers the question: What
do | hear?

Next, analysis, involves discussion of the music; e.g., the words and the
rhythm, or the instrumentation and the vocal line. Students are encouraged to
make comparisons among the various components of the music and between
this piece and other pieces that they may have heard. The question is: How
did the composer combine the various elements in achieving musical goals?

* Edmund B. Feldman. Becoming Human Through Ant: Aesthetic Experience in the School. Englewood

0 Cliffs, NJ: Prentice-Hall, 1970, pp. 348-383.
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The third stage is interpretation. The student is encouraged to explore several
explanations of the piece of music. This involves a discussion of such things
as meaning, style, mood or emotion. The student is expected to accept that
several interpretations are possible for the same piece of music and is
encouraged to accept interpretations that differ from one’s own. Questions:
What is the composer's intended meaning? What does the music mean to
me? How does my interpretation differ from others?

After the student has collected as much information as possible, the music is
approached in the fourth and final stage, the judgement stage. The previous
stages have developed the proper frame of reference for the student to make a
critical judgement of the work. It is here where the student makes decisions as
to the value, significance or usefulness of the work. It is important for students
to understand that personal preference may or may not coincide with the
judgement that has been made about the music. At this stage also, the
importance of the accuracy and quality of the actual performance (not the
composer’s work) must be considered; e.g., a work of great value may receive
an unfavourable critical judgement, if poorly performed by the musicians.

The term “judgement” is preferable to “criticism” because this second term, at
least for most people, connotes something negative. Criticism can in fact be
glowingly positive, but students tend to interpret the word as an invitation to
make negative comments.

Feldman'’s process is a valuable tool that can be used to teach students how to
respond to music at a higher level of understanding. It should provide students
with a systematic approach that they can use in their daily exposure to music.

28/ Evaluation
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DEVELOPING THE LANGUAGE OF CRITICISM

Language is talking, listening, reading and writing. In education, language has
two dimensions, language for communication and language for learning.
Language for communication is the process of telling someone else something
you already know or understand. Language for learning is closely intertwined
with the thinking process as students engage in activities, such as putting new
ideas into words, testing their thinking on other people, or fitting new ideas with
old. Such activities are required to bring about new understanding.

Students cannot acquire the analytical skills outlined in the previous section on
Music Criticism and Self-evaluation without learning the appropriate
vocabulary.

Students should be encouraged to use terms and phrases that pertain to music
and musicianship. Terms that are often used are included in the following
vocabulary list. Note that this list is by no means complete.

TERMS Music Music is organized sound. Music is organized in patterns
of melody, harmony, rhythm, timbre, form, texture,
dynamics and style.

Composition Noun: a musical work or an artwork.
MELODY Contour Successive pitches may move higher or lower, or stay the
. same.
Interval The distance between two musical pitches.
Phrase A division or section of a musical line.
Scales The pitches from which music is created may be organized

in specific ascending and descending patterns.

Sound Sounds are produced by regular or irregular vibrations.
Regular vibrations have definite path.

Tonal centre Many melodies establish a feeling of tonal centre or a
sense of finality.

HARMONY Cadence A progression of two or more chords used at the end of a
composition, section or phrase to convey a feeling of
permanent or temporary repose.

Chord The simultaneous sounding of three or more tones.
Consonance A pleasant or harmonious sound. Two or more tones
sounded together to create a state of repose, stability or
completion.
General Music 10—20-30 Guide to Implementation Evaluation / 29
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RHYTHM

Dissonance

Inversion

Modulation

Tonality

Triad

Accent

Asymmetrical

Beat

Meter

Pulse

Rests

Rhythm

Syncopation

Brass

Electronic

Harmonics

Overtone series

An inharmonious or harsh sound. Two or more tones
sounded together to create a state of unease, distress or
incompletion.

A chord may appear in root position or be inverted by
transferring its lower tone into the higher octave.

The change of key within a composition.

The entire system of all the major and minor keys. Certain
harmonies and harmonic progressions establish a feeling
to tonal centre (tonic).

A chord consisting of three tones: a fundamental note, its
upper third and its upper fifth.

An emphasis on a pitch or tone.

The quality of not being identical on both sides of a centre
line; lacking balance of symmetry.

The temporal unit of a composition; represented by an
accented pulse that repeats at a regularly recurring
interval.

The rhythmic element as measured by the division into
parts of equal time value. The unit of measurement in
terms of the number of beats. The arrangement of words
in rhythmic lines or verses.

Regularly recurring stress or emphasis on a pitch or tone.
A characteristic that results in musical meter.

A sign indicating that, for a specific time, while the meter
continues, the sound ceases, at least in one of the parts.

Everything pertaining to the duration quality (long—short) of
musical sounds.

An abnormal metric pattern produced by an emphasis on
the normally weak beats.

Instruments in which the sound-generating medium is a
vibration (buzz) of the players lip into a cupped
mouthpiece, which in turn causes a column of air enclosed
in a pipe to vibrate.

Instruments in which sounds are produced electronically.

Secondary tones which form a component of every
musical sound, though they are not heard distinctly.

The higher tones or upper partials which, with the
fundamental note, make up a complex musical tone.

D pry
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FORM

TEXTURE

Percussion

Strings

Tone colour

Woodwinds

Binary

Contrast

Motive

Phrase and period

Repetition

Section

Ternary

Theme

Counterpoint

Homophony

Monophony

Instruments played by being struck or shaken. Percussion
instruments are divided into two groups: definite pitch and
indefinite pitch.

Instruments in which the sound-generating agent is a
stretched string.

The peculiar quality of a tone as sounded by a given
instrument or voice.

Instruments in which the sound-generating medium is a
bamboo cane reed or air blown over a hole which causes
a column of air enclosed in a cylinder to vibrate.
Woodwinds have three kinds of mouthpiece: the single
reed, the double reed and the mouth hole, used in the
flutes.

A basic musical form, consisting of two sections, A and B,
both of which are usually repeated.

Noticeable differences between adjacent parts. In music,
contrast refers to a stylistic quality resulting from creative
diversity among phrases, sections, melodies and
harmonies.

A brief melodic figure, too short to be called a theme, but
often a fragment of a theme.

A melody may be composed of two or more periods
(sentences), each of which may be composed of two or
more phrases.

Basic structural units, such as motives, themes, phrases,
periods and sections may recur (intact or modified) to
provide unity in music.

Musical works often contain identifiable sections, each of
which is composed of two or more periods and which
collectively help to define the form of the work.

A common musical form consisting of three distinct and
self-contained sections, the third being a repeat of the first
(ABA).

Musical works contain melodies, which may function as
identifiable themes.

Music that consists of two or more melodic lines sounding
simultaneously. The term is almost synonymous with
polyphonic.

Music consisting of a single melodic line supported by
chords or other subordinate material.

Music consisting of a single melodic line, without additional
parts or chordal accompaniment.
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Polyphony

Music that is composed of two or more voice parts, each
having individual melodic significance.

DYNAMICS Six gradations of  Words or signs indicating degrees or changes
dynamics of loudness: pp, p, mp, mf, f, ff.

Variable dynamics The standard terms for increasing or decreasing loudness:
crescendo <
decrescendo _—>.

Volume The fuliness or quantity of sound.

STYLE A cappella Pertaining to choral music without instrumental
accompaniment.

Articulation The style in which the note is played.

Choral/Vocal Music written for voices, either solo or chorus, with or
without instrumental accompaniment.

Expression The part of music which cannot be indicated by notes, or,
in its highest manifestation, by any sign or symbol
whatever. Expression includes all the nuances by which
the combination and succession of sounds are
transformed into artistic communication.

Historical styles The division of Western music into specific time periods
and their correlating styles.

Interpretation A person’s conception of a work of music.

Ornamentation The decoration or embellishment of the music, enhancing
its melodic, harmonic or rhythmic interest.

Symphonic Composition written for the orchestra.
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THEORY: ELEMENTS AND STRUCTURES—

OVERVIEW
Theory: Elemenis and Structures affect every
area of musical understanding, appreciation,
performance and composition. The theoretical
foundations of music supplement the study of
music history, as well as facilitate performance

practice.  Through an understanding of the
elements and structures of music, students
develop listening skills that increase their

appreciation of all musical experiences.

. SPECIFIC LEARNER EXPECTATIONS

A. Focused Listening

B. Theory and Notation

- €. Ear Training

Legend:

Lifelong learning.

- A. Focused Listening

- Melody

The student will:

" o demonstrate an understanding of the term melody

o identify by timbre and/or pitch the source of the

melody in a given example of music

o discuss the shape and structure of a specific

melody; e.g., ascending, descending, leaps,
scalewise motion

"o demonstrate an understanding of a musical

cadence and aurally recognize it in a musical
example

* o recognize the use of motives and themes in a

musical example

o identify a melody when it is subjected to
compositional devices, such as inversion and
augmentation.

LEVELS 1, 2, 3

Each level in Theory: Elements and Structures is
divided into three sections: A. Focused Listening;
B. Theory and Notation; and C. Ear Training.
Focused Listening concentrates on the elements
of music and how these elements are dealt with by
musicians. Theory and Notation looks at the
underlying organization of music in a theoretical
and notated form. Ear Training consists of specific
exercises designed to build up an increased aural
awareness of what musical sounds are being
heard.

Indicates the level at which the expectation is introduced.
Indicates ongoing use and/or development of the expectation.

Level 1 Level 2 Level 3
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i i Level 1 Level2 “Level3 |
Harmony o _ . :
" The student will: : :

o demonstrate an understanding of the term harmony

o define and aurally recognize the terms consonance ————— — .ccrcevermsensnscnsnenaens {}
and dissonance

© recognize, aurally, when a chord changes; for
example, from I to IV, or from IV to V

i o recognize, aurally, the differences in harmonic style ===@>

used in major historical periods of music.

|
' Rhythm
' The student will:

‘o demonsirate an understanding of the term rhythm

1 o define the terms tempo, meter and duration

| © recognize, aurally; duple, triple and compound
| “meters

»
b
¢
° define and aurally recognize syncopation. mﬂ@
14

Timbre
The student will:

o demonstrate an ‘undlerstanding of the term timbre

o discuss the timbral {d'ifferences‘, between two — v : &
instruments, such as the clarinet and the trumpet

i e ‘compare and contrast the timbres resL;Iting from the | : . . b
: blending of different instruments, such as brass
versus strings; or solo versus full orchestra (tutti).

4i
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Level1 Level2 Level3 |

- Form

The student will:

o demonstrate an understanding of the termform = —————— scesareonccnmsncnccncncansansnnnsnnnnunnnnnann {>

o recognize and discuss musical elements that —_——— . iustEGsEEEGENEEGGREGAEEEEEEEEEEEEEsEEEEGGEGOEG b
repeat, and musical elements that contrast :

o recognize and compare binary and ternary forms === 0’ ' =———rrrrmnnnnninnoens {)

o demonstrate an understanding of the following
forms:
— theme and variations =D :
— canon
— sonata-allegro '
—  fugue.

Texture

The student will:

o demonstrate an understanding of the term texture

o describe the relationship between melodyand === ——  cicienieen %

accompaniment in a specific musical example

- o define and aurally recognize monophonic,

homophonic and polyphonic textures.

Dynamics !

The student will: :

o demonstrate an understanding of the term — remrescesseeecamnmen SR
dynamics

o describe and discuss the dynamics used ina given —————— cririnircrcesennnenresnnnsses e

musical example

o demonstrate an understanding of crescendo, — e re—— '

decrescendo, accent, forte, mezzo-forte,
mezzo-piano, piano.

. Style
The student will:
o demonstrate an understanding of the term style e e {}
: o recognize aurally the way that different genres, such - D
as pop, classical and jazz, use the elements of
; music
- e describe and aurally recognize.the way different ={>

historical periods, such as Classical and Romantic,
use the elements of music.
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"B. Theory and Notation
Level 1 Level 2 Level 3

The student will:

© demonstrate an understanding of staff, bass clef
and treble clef

<

® demonstrate an understanding of time signature e nnnsns s e sssses s naanas {3,
and key signature

e demonstrate an understanding of the following time .@
signatures:
4 3 2 6

4 4 4 8

o demonstirate an understanding of rhythms in %
4 3 and 2, using the following rhythmic
4 4 4
elements, in any combination:

LIl -

e demonstrate an understanding of thythms in =~ e ronnns %

4 3 and 2,using the following new
4 4 4

rhythmic elements, in any combination:

JJIL 4,000 e dd -

e demonstrate an understanding of rhythms in m}

4 3 and 2,using the following new
4 4 4
rhythmic elements, in any combination:

e demonstrate an understanding of rhythms in ;

6 time, using the following rhythmic elements,
8
in any combination:

JIJ .

. @ demonstrate an understanding of rhythms in }:

6 time, using the following new rhythmic
8
elements, in any combination:

Jo 4 )
. ® demonstrate an understanding of rhythms in mmp

6 time, using the following new rhythmic
8
elements, in any combination:

PPN RN
43
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. Level 1 "~ Level 2 Level 3 '

t o demonstrate an understanding of rhythms in ¢ time, L : {)
5 using the following rhythmic eIements, in any S
combination: ' |

bdda

. o demonstrate an understanding of rhythms in ¢ time, - - D
using the following new rhythmic elements, in any v
.combination: v . , !

 amdddlddL -
o - :demonstrate an understanding of rhythms in¢time, S .

using the following new rhythmic elements, in any
-, ~combination:

AL R L

o ' identify notes in the treble and bass clef, also {y
inciude ledger lines, accidentals :

o demonstrate an understanding of whole steps, and &
perform examples on the piano keyboard

- o demonstrate an understanding of the functionof =